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ABSTRACT
MELANCHOLIA & METAPHOR IN KAZUO ISHIGURO'S
THE REMAINS OF THE DAY
by Kristin Lasheau Teston
December 2013
Critics widely acknowledge the psychological grounding of Kazuo Ishiguro's
writing. His 1989 novel The Remains of the Day presents a central character deeply
afflicted by his inability to acknowledge his condition. Both literal and figurative loss
proliferates throughout the novel, and turning to Sigmund Freud's influential essay,
"Mourning and Melancholia," allows us to understand how loss influences Stevens's
narrative. In this essay, Freud explores conditions that result after the loss of person or an
ideal. For Stevens, the lost object is the myth of pre-war English traditions. Freud' s
theories regarding melancholia provide a crucial insight to Stevens's inability to
acknowledge the larger significance of the many losses he experiences. Instead, Stevens
relies on a certain set of metaphors to avoid confronting his loss and critically examining
his limited subjectivity. By reading Stevens as a Freudian melancholic, we can better
understand how and why Stevens constructs a narrative that fails to provide a moment of
revelation.
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CHAPTER I
INTRODUCTION
In the preface to an interview with Kazuo Ishiguro in 2001, Brian Shaffer
describes Ishiguro's novels as "intricately crafted, psychologically absorbing, hauntingly
evocative works that betray the author's grounding ... in the discourse of modern
psychology ( 1). Shaffer claims that it is the "central character's quietly anguished interior
landscape upon which the most compelling drama is being enacted" (2). This description
can easily be applied to Stevens in lshiguro's The Remains of the Day. Critics often view
Stevens as a figure of "emotional detachment" and "professional confinement" (James
59, 61). lshiguro acknowledges that his "narrators so far have been associated with
emotional repression-not just their characters but the very way they speak, the way I
write, the techniques I employ" (Shaffer 13). Yet, he also suggests that the "world that
has changed profoundly since Freud's day" and implies the pain and confusion afflicting
many in the twentieth century stems "not from repression, but in a sense from its reverse"
and people become "very unsure about who they are or what their role should be. It
becomes difficult settling in one role" (Shaffer 14). He claims that individual freedoms,
like choice and mobility, often result in self-hate: "You put a lot of demands on yourself
for that reason, because the flip side of saying, ' Yes, you can achieve anything' is, ' I
haven't achieved much; it must be my fault'" (Shaffer 14).
During another interview with Allen Vorda and Kim Herzinger, Ishiguro states,
"the kind of England I've created in The Remains of the Day is not an England I believe
ever existed ... what I'm trying to do there ... is to actually rework a particular myth about
a certain kind of mythical England" (1 39). A myth can be defined as "a widespread but

2

untrue or erroneous story or belief; a widely held misconception; a misrepresentation of
the truth ... something existing only in myth; a fictitious or imaginary person or thing"
(OED). Ishiguro attempts to reproduce "an England with sleepy, beautiful villages with
very polite people and butlers and people talking tea on the lawn" in order to "undermine
this myth and use it in a slightly twisted and different way" (Vorda and Herzinger
139,140). Ishiguro achieves this by having Stevens believe so deeply in these ideas, and
having those very beliefs work to paralyze and destroy his sense of agency. Salman
Rushdie suggests "the real story here is that of a man destroyed by the ideas upon which
he has built his life."
Stevens has not achieved anything outside of his role as a butler; thus he must
reinforce the ideas of "dignity" and "greatness" as worthy accomplishments (28, 34). Yet,
his narrative unconsciously reveals that even within his role, his years of dedication to a
Nazi-sympathizer are questionable as an accomplishment. Because of Stevens's
unquestioning dedication to his duty as a butler, he lacks the ability to construct a
narrative that provides any critical engagement of his "one role" (" Interview" 14). Much
of Stevens's narrative highlights loss, both literal and figurative. Stevens loses his father
to death, Miss Kenton loses her aunt, and Lord Darlington loses Herr Bremann, Sir David
Cardinal, and Reginald Cardinal. Although death abounds in the novel , Stevens spends
little time discussing these losses. He turns even less of a critical eye to the figurative
losses that occur within his narrative, such as Lord Darlington' s reputation and the
possibility of a romantic relationship with Miss Kenton. Moreover, the loss of the English
myth becomes the most crucial loss in the novel, but Stevens fails to understand this myth
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as being lost. Instead, he continues to support the English myth even at the expense of his
own subjectivity.
This inability to recognize these central losses becomes central to understanding
Stevens's narrative. Because Ishiguro's novels are deeply psychological, turning to one
of Sigmund Freud's most important work on loss provides an explanation of why and
how Stevens constructs a narrative that avoids confronting these losses. Rather than
moving past Freud in order to illuminate these ideas as Ishiguro suggests, returning to
Freud actually provides a deeper understanding about how loss influences Stevens's
narrative. In " Mourning and Melancholia," Freud explores conditions that occur after the
"loss of a loved person or to the loss of some abstraction which has taken the place of
one, such as one's country, liberty, an ideal, or so on" (243). Freud states,
In mourning, we found the inhibition and loss of interest are fully
accounted for by the working of mourning in which the ego is absorbed. In
melancholia, the unknown loss will result in a similar internal work and
will therefore be responsible for the melancholic inhibition. The difference
is that inhibition of the melancholic seems puzzling to us because we
cannot see what it is that is absorbing him so entirely. (246)
According to Freud, a person' s need to maintain a connection with the lost object
prevents a person from acknowledging the object as lost, resulting in the inability to
process the lost and redirect his libidinal attachment. Furthermore, the analyst, listener,
or in this case, reader recognizes the object as lost, whereas the melancholic does not.
Reading Stevens as Freudian melancholic allows us to explore the losses in the
novel and explains Stevens's inability to process them as such. After establishing
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Stevens's failure to recognize these losses, we can move to understand how Stevens
constructs a narrative that functions as a self-revelation meant to be kept from the self.
Exploring the ways in which the narrative enables Stevens's melancholia exposes his
reliance on metaphorical speech as a substitute for critical engagement. Rather than
recognizing the lost object, metaphors allow Stevens to avoid recognizing that he is
"one ... at a loss" (Ishiguro 44).
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CHAPTER II
NARRATIVE AND LOSS
Although many critics disagree on the form that Ishiguro's narrative takes, it is
certain that he constructs a narrative. He attempts to organize it around the 6-day
motoring trip across the English countryside. However, the stories within the narrative
are mostly retrospective and difficult to place in chronological order. David James
examines how the narrative "invites us to balance our sense of the way Stevens would
prefer to tell his past and the force with which memories return unexpectedly to alter his
priorities as a narrator (57). He also suggests that these memories "are more manageable
for Stevens when objectified as 'topics,' repackaged and protected" (57). Furthermore, he
notes that Stevens "chooses self-erasing forms of articulation that promise a certain
degree of emotional protection, insofar as his brightly toned truism forestall his descent
into periods of graver contemplation" (57). Although Stevens divides his memories into
episodes, he does so not to make sense or critique these memories, but rather to avoid
having to confront their significance.
Stevens fails to make casual connections, but he recounts episodes that justify his
desire to preserve the ideal of England. When the novel begins, Stevens suggests that
'

"Miss Kenton's letter set off a certain chain of ideas to do with professional matter here
at Darlington Hall, and I would underline that it was a preoccupation with these very
_same professional matters that led me to consider anew my employer's kindly meant
suggestion" (5). He later admits that he cannot pinpoint the exact events that led to Miss
Kenton' s leaving: "But as to what really caused such changes, just what particular chain
of events was really responsible, I have never quite been able to decide" ( 164). Stevens
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admits his struggle with connecting the events that bring about change, but never fully
considers what causes that struggle.
In her essay, psychologist Jody Wigren addresses this failure to establish a
connection between certain events and their consequence. She defines narrative as the
form through which daily experiences are processed and organized. She states that
"people make sense of lived experience by creating narratives. Narratives organize affect
and create identity and social connection" (415). However, she notes that there are both
complete and incomplete narratives. She identifies a "complete narrative" as one that
allows for "the creation of meaning" (415). The first step in constructing a complete
narrative involves paying attention to an experienced sensation, which is followed by a
"cognitive-perceptual selection process, in which various elements of the internal and
external environment are screened for relevance to the felt sensation" (Wigren 415).
From this screening, one can then make connections or "causal chains ... that locate events
as causes and consequences of other events" (Wigren 415). She identifies the final step
as the process of drawing conclusions based on these episodes that will ultimately "guide
future behavior, and contribute to the ongoing formation of a world view and a personal
identity" (416). In order for a narrative to be considered complete or successful it must
be one that "divides experience episodically, connects events causally, elicits and makes
sense of affect, and considers the consequence of events for characters" (Wigren 416).
Wigren suggests that narratives are "fundamentally social creations" that are often
constructed "in relation to an audience, sometimes the audience of the self, sometimes the
audience of others" (416). She argues that traumatic experiences often disrupt a person's
ability to organize events into meaningful narrations. Such traumatic events, according to
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Wigren, are difficult to work into a complete narrative because "trauma disrupts the
social connections that facilitate story-making" (41 7). She posits that trauma victims are
often "alienated from others" because of their " overwhelming preoccupation with the
trauma" (418). While Stevens does not experience any major traumatic events, his
melancholia similarly inhibits his ability to produce a complete narrative by leaving him
socially isolated and absorbed with the myth of England. Rather than trauma, loss is the
thing that impairs Stevens' s narrative completeness. Throughout the novel he revisits
three major moments that illustrate the loss of the myth: the death of his father, the
Conference of 1923, and Farraday's purchase of Darlington Hall. Yet, Stevens never
articulates these events as losses.
During his father's final hours, Stevens chooses duty over family, and continues
to serve Lord Darlington's dinner party rather than stay by his father's deathbed. Instead
of grieving or mourning, Stevens "wended my way past the gentlemen, searching for
glasses to replenish" (106-107). The doctor offers his condolences to Stevens: "If it's
any comfort to you, he wouldn' t have suffered much pain" (109). Yet Stevens finds no
comfort in the words of the doctor. Instead, he responds to the compliments from the
guests on his services. Rather than needing to grieve and be comforted, Stevens needs to
avoid the loss by continuing to serve. He seems relatively unmoved by his father' s death,
and tells Miss Kenton, "Please don' t think me unduly improper in not ascending to see
my father in his deceased condition just at this moment. You see, I know my father would
have wished me to carry on just now" (106). This statement indicates that Stevens
understands that Miss Kenton views his behavior as unusual, yet he believes that duty
supersedes any need to mourn or process the death. He avoids any regret over or further
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examination of his actions by narrating the ordeal as "a turning point in my professional
development" that allowed him to "display, the face of everything, at least in some
modest degree a ' dignity' worthy of someone like Mr. Marshall-or come to that, my
father" (110). By using dignity to mask his failure to acknowledge this moment as one of
loss, he can "recall that evening ... with a large sense of triumph" (110).
The death of the elder Stevens takes place during another event that contributes to
Stevens's melancholia: the conference of 1923. In his narrative, Stevens reveals that his
idealized employer, Lord Darlington was actually a Nazi sympathizer. Interestingly,
Stevens exposes this fact through his attempts to defend the name of his employer.
Stevens states that many people thought Lord Darlington was wrong by "receiving
hospitality from the Nazis" (136). He views these opinions as "salacious nonsense" and
objects to the "claim that Lord Darlington was anti-Semitic" (137). Stevens defends Lord
Darlington and declares that he ended his associations with any "known enemy" once
their negative intentions were revealed (137). Stevens's defense of Lord Darlington is
also a defense of himself, since he went along with these decisions due to his sense of
duty. Lord Darlington ordered Stevens to fire two Jewish girls, and this act led to the
accusations that Stevens deems to be "salacious nonsense" (13 7). Stevens' s need to
please his master and perform his role negates his personal feelings, and he only divulges
his objections to the event much later to Miss Kenton. Lord Darlington's liaisons with the
Nazis brought shame to Darlington Hall, which meant that the house, employer, and work
to which Stevens dedicated his life, are not regarded as great but rather as contemptible.
Stevens must avoid acknowledging this fact in order to maintain the illusion that he was
and still is the dignified butler of a great English house.
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Lord Darlington's fall eventually led to another crucial loss: the purchase of
Darlington Hall by an American. When Mr. Farraday purchases Darlington Hall, he put
much of the house "under wraps" and directed Stevens to run the house on "some sort of
servants' rota" (7). Farraday, who is an American, purchases the great English house, as
well as Stevens, like souvenirs of a lost age. Stevens notes that Farraday "planned to hold
only very rarely the sort of large social occasions Darlington Hall had seen frequently in
the past" (7). Farraday declares to Stevens that Darlington Hall " is a genuine grand old
English house ... That's what I paid for. And you're a genuine old-fashioned butler, not
just some waiter pretending to be one" (124). Yet with much of the house under wraps,
Farraday does not require Stevens's traditional duties as a butler, such as overseeing
dinners and organizing staff plans. For Farraday, Darlington Hall is an economic
investment. He has no emotional investment in Darlington Hall and refers to it as "this
house," "a genuine grand old English house," and a "big house" (3, 124, 4). Farraday' s
choice of words suggests that he does not see this as a home for himself or for Stevens.
Farraday fails to understand Stevens's emotional connection to Darlington Hall; instead
he views it as a prison. He tells Stevens: "I don' t expect you to be locked up in this house
all the time I'm away .... you look like you could use a break .... You fellows, you' re
always locked up in these big houses helping out, how do you ever get to see around this
beautiful country of yours?" (4).
Twice Farraday refers to the butler's position as one of being "locked up" and
suggests that he needs a " break" or to break out from the prison of Darlington Hall (4).
Yet, Stevens refuses to contradict Farraday' s implications and turns inward to recall hi s
fortune of having been a butler:
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On this occasion, in fact, a reply to the effect that those in our profession,
although we did not see a great deal of the country in the sense of touring
the countryside and visiting picturesque sites, did actually 'see' more of
England than most, placed as we are in house where the greatest ladies and
gentleman of the land gathered. Of course, I could not have expressed this
view to Mr Farraday without embarking upon what might have seemed a
presumptuous speech. I thus contented myself by saying simply: 'It has
been my privilege to see the best of England over the years, sir, within
these very walls.' (4)
Though Stevens fails to acknowledge his occupation as a form of imprisonment, his
narrative choices suggest his unconscious feelings of confinement. He describes the
visitors as "the greatest ladies and gentleman of the land" and he views hi s profession as
a "privilege." Stevens's retelling of this conversation hints at the struggle between loving
and hating his role as a butler, even if he remains completely unaware of it. He refers to
butlers as merely "those" and admits that he has not seen the "picturesque" sites. He
suggests servants are merely "placed" as objects, rather than subjects with agency, which
resonates with Farraday's idea of being "locked up." Furthermore, the use of the past
tense-"placed," "gathered," "did see," "has been"- unconsciously reinforces that this
ideal of English greatness belongs to the past. Because Stevens does not verbalize these
thoughts, he cannot engage in an open discussion with Farraday. Instead, he "contented"
himself with responding with a vague generalization (4). Butlers, by definition, are
always locked up in these large houses dusting portraits in the library. Thus, he avoids
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directly answering Farraday's question because the answer would be a negative critique
of his position.
Stevens continues to circumvent any opportunities to speak to someone who can
act in the capacity of an analyst. Both Freud and Wigren note the importance of a listener
or analyst in aiding in the completion of the story. In "Mourning & Melancholia," Freud
suggests that the melancholic's narrative is a "correct description of his psychological
condition" and "if one listens patiently" he can "find the key to the clinical picture" and
bring awareness to the patient (248). For Wigren, "once the missing elements are
identified, psychotherapists can talk with patients in ways that help them develop their
stories more fully in these areas" (419). She argues that during therapy "empathically
allying with the storyteller means to engage with the patient in conversations which are
experience-near and directed toward the elaboration of a life story that adequately
accounts for felt experience" (421 ). Stevens fails to find an empathic ally because his
position as a butler results in social isolation. His conversations are limited to the
master/servant model, which require a strict air of formality. Stevens rarely engages in
conversations outside of this scope, and when they do occur, he relies on formal
conventions oflanguage and metaphors. Stevens's failure to break this cycle prevents
him from both being and having an empathic listener. His father hopes to talk to Stevens
before dying, Miss Kenton tries to establish a connection on several occasions-both in
person and in her letters, and Farraday attempts to engage in open conversation and
bantering. And while Stevens narrates his memories, his intended audience cannot be
determined.
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In her essay on Remains, Kathleen Wall suggests we can "conclude something
about the kind of listener he envisions: a younger, less experienced butler who knows
something of the procedures and problems that Stevens has encountered, who can make
some judgments about the quality and circumstances of Stevens's work but who does not
know as much as Stevens (24). If we assume that Stevens speaks to a younger butler, it
implies that he needs to confirm his role as an expert on matters such as dignity,
servitude, and English tradition. Much of Stevens's narration actually suggests that
butlers are an antiquated position, thus a "younger, less experienced butler" would not
likely exist (Wall 24). If Stevens constructs his narrative with this in mind, then the act
of narration does not serve a therapeutic role. Instead, narrating to this butler becomes a
way for Stevens to redirect his libidinal efforts inward in an attempt to preserve the
beloved ideal England.
In part, Stevens's narrative fails because he lacks a listener to assist in completing
the narrative; yet Stevens cannot recognize the significance of these moments because his
melancholia prevents him from acknowledging that anything has been lost. In her case
study, Wigren worked with Hugh, a patient who has lost his leg in a hunting accident.
She describes Hugh as an "active man whose social life revolved around his hunting
activities" (418). The loss of his leg "resulted in Hugh's inability to return to work and
the almost compiete loss of his social network" (418). Despite her attempts to assist Hugh
in coping with his loss, they were unable to make any lasting improvements. However, as
Wigren continued therapy, she soon realized the problem: "My attempts to help Hugh
grieve assumed the loss of his leg. As I located the incompleteness in his narrative more
precisely, I recognized that, psychologically, he had not lost his leg. Not just that he had
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not integrated the affect around this knowledge, but on some level truly had not yet been
able to comprehend his loss" (420). Stevens, like Hugh, fails to comprehend the loss of
the object. Rather than working through and acknowledging the loss, Stevens internalizes
the myth in order to strengthen his attachment to it. Stevens's refusal to recognize the
loss, combined with his obsession with preserving the myth, can be read as melancholia.
By reading Stevens as a Freudian melancholic, we can better understand why he
constructs an incomplete narrative and remains unable to critically examine his lack of
subjectivity.
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CHAPTER III
MOURNING AND MELANCHOLIA
Now that we have established the presence of unacknowledged loss and the lack
of an empathic listener, we can further examine the psychological condition that results
from and contributes to this combination. In "Mourning and Melancholia" Freud explores
the conditions that manifest after the loss of an object or an ideal. He identifies mourning
as the "reaction to the loss of a loved person, or to the loss of some abstraction which has
taken the place of one, such as one's country, liberty, an ideal, and so on" ("Mourning"
243). The mourner experiences a level of pain because he realizes clearly that the object
has been lost. Mourning involves a withdrawal from the normal attitude and often results
in the lack of interest in most daily activities; however, such a departure is not viewed as
pathological. Overcoming the lost object actually requires the completion of this process.
Mourning facilitates the process by which the person in question can detach his libido, or
desire, from the lost object. Hence, in the act of mourning "each single one of the
memories and expectations in which the libido is bound to the object is brought up and
hypercathected" ("Mourning" 245). The act of hypercathexis, according to Freud, allows
the person to focus intently on a particular object, thereby recognizing and naming that
object. This process of fixation results in an extreme depletion of energy, but ultimately
allows the ego to detach itself from the object. Once this detachment is complete, the ego
becomes free and uninhibited. Therefore, someone mourning the loss of a loved one or
an ideal often experiences pain, becomes briefly fixated with the object, or loses interest
in the outside world. All of these are considered normal steps, and when the cycle of
mourning is complete, the "ego becomes free and inhibited again" ("Mourning" 245).
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While the conditions of mourning and melancholia share many of the same
attributes, their key difference lies in the melancholic's failure to consciously identify the
object that has been lost. Turning away from the lost object is often difficult, and the
subj ect's resistance can result in the analyst's failure to "see clearly what it is that has
been lost, and it is all the more reasonable to suppose that the patient cannot consciously
perceive what he has lost either" ("Mourning" 245). Freud explains differences in the
two conditions: "The melancholic displays something else besides which is lacking in
mourning-an extraordinary diminution in his self-regard, an impoverishment of his ego
on a grand scale. In mourning, it is the world which has become poor and empty; in
melancholia, it is the ego itself' ("Mourning" 246). Freud emphasizes the therapist' s role
in facilitating the patient' s greater understanding of his current psychological condition.
Freud rationalizes that at one time, an attachment of the libido to a beloved object
existed, and due to the loss of or disappointment from that person, the relationship ended.
However, the patient cannot admit the loss of this relationship and establishes an
identification of the self with the lost object. Therefore, the only way the person can
retain a connection with the object is to turn more inward in order to preserve the
relationship with the lost object.
For Stevens, the lost object is the myth of England, and he fails to articulate this
loss throughout his narrative. This failure deepens his connection and identification with
that myth in order to avoid admitting it has been lost, or perhaps that the reality it
represented never actually existed. Stevens fuses his identity with one particular way of
life, so to admit that this life is essentially dead, would also force him to admit that his
accomplishments no longer have value, but instead are merely a "part of the package"
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purchased by Farraday (Ishiguro 242). Throughout the novel, Ishiguro positions Stevens
as the analysand, which allows the reader to play the role of the analyst. Much like the
therapist, the reader must locate the incomplete areas in Stevens's narrative. Stevens's
losses manifest unconsciously throughout his narrative, but without an empathic listener
to function in the capacity of the analyst, he remains unaware of his condition. Moreover,
Stevens has repeated opportunities to communicate with others, yet he avoids any form of
therapeutic conversation. Without the ability to communicate with an empathic listener
Stevens cannot "see clearly what it is that has been lost" or "consciously perceive what
he has lost either" ("Mourning" 245). Stevens's narrative repetitions and reliance on
metaphors function to maintain his condition of melancholia, thereby allowing him to
avoid the fact that his identity has been constructed around an outdated value system.
In Beyond the Pleasure Principle, Freud describes the compulsion to repeat as an
attempt on the part of the patient to recreate the experience that led to their current mental
state. Freud recounts his observation of a child throwing away a toy, becoming upset at
its loss, reeling the toy in, only to again throw it away:
One day I made an observation that confirmed my view. The child had a
wooden reel with a piece of string wound round it. It never occurred to
him, for example, to drag this after him on the floor and so play horse and
cart with it, but he kept throwing it with considerable skill, held by the
. string, over the side of his little draped cot, so that the reel disappeared
into it, then said his significant ' o-o-o-oh' and drew the reel by the string
out of the cot again, greeting its reappearance with a joyful 'Da' (there).
This was therefore the complete game, disappearance and return, the first
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act being the only one generally observed by the onlookers, and the one
untiringly repeated by the child as a game for its own sake, although the
greater pleasure unquestionably attached to the second act.
Freud theorizes that this repeated second act "was connected with the child's remarkable
cultural achievement-the foregoing of the satisfaction of an instinct-as the result of
which he could let his mother go away without making any fuss. He made it right with
himself, so to speak, by dramatising the same disappearance and return with the objects
he had at hand" (Beyond). In other words, the child was able, through repetition, to
understand and master his feelings of loss. Stevens differs from the child due to the fact
that he cannot let go of the object because, unlike the child's mother or the wooden reel,
Stevens's myth of England cannot return because it never actually existed, even if his
internalization of the English myth allows him to maintain the belief that it actually
exists. Similar to the child's play with the reel, Stevens repeats words, actions, and
memories, yet these repetitions do not allow Stevens to master his loss of the myth of
England. Stevens cannot let go of the myth because there is no string by which he can
pull it up again. In order to preserve the myth, Stevens keeps it so close at hand that he
eventually absorbs the myth into his own ego, thus enabling him to further avoid
confronting loss.
Instead of casting aside the myth, Stevens plays the "horse and cart" game by
dragging the myth with him as he leaves Darlington Hall (Beyond). Stevens physically
leaves Darlington Hall behind him, but takes with him the emotional connection. Lillian
Furst notes that "during the course of the trip, Stevens regresses more and more into the
past, indulging in his recollections of the glory days of Darlington Hall in the 1930s ... "
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(535). She associates this regression with Stevens' s boredom during the drive; however,
this inward reversion reflects his attempt to maintain his connection with the lost object.
The further Stevens moves from Darlington Hall, the greater his need to legitimize his
position as a butler there. As the distance between Stevens and Darlington Hall increases,
he must continue to justify the decisions he made during the course of his strict
professional career there. Therefore, Stevens avoids confronting and analyzing these
questions by redirecting his narrative to his ideas of the English myth.
Leaving Darlington Hall means leaving behind his position as its butler, and
presumably for first time in his life, Stevens possesses the freedom to choose another
role: the tourist, the gentlemen, or simply the stranger. However, Stevens finds that he is
incredibly uncomfortable performing any of these three personas and always returns to
the role of the butler. After forgetting to refuel the Ford and running out of gas, he lodges
with the Tayl~rs, who take him for an influential gentleman. Stevens unconsciously
performs as a "gentleman," and Mr. Taylor addresses his mannerisms over supper: "You
can tell a true gentleman from a false one that's just dressed in finery. Take yourself, sir.
It's not just the cut of your clothes, nor is it even the fine way you've got of speaking.
There' s something else that marks you out as gentlemen" ( 185). In her essay, Karen
Scherzinger explores the contradictory relationship between the role of a butler and that
of a gentleman. She suggests that "to be a butler is to be in a condition of simulacrum; he
is a ' gentleman', but only inasmuch as he is defined in relation to a gentleman of property
and social standing; that is, he is employed to be a gentleman-something of a
contradiction in terms" (3). However, Stevens is not a "gentleman" based on his social or
economic position. Scherzinger continues to explore this paradox:

19
The Shorter Oxford English Dictionary defines a gentleman as a "man of
superior position in society; often, a man of money and leisure." To be
employed to be thus would seem to find oneself in the rather contradictory
semantic and social position of earning (hardly generous amounts of
money in a work of service to be socially superior, moneyed and leisured,
attributes the average butler surely does not-cannot-enjoy. (3-4)
Stevens is mistaken for a gentleman on a leisurely motoring trip, but he cannot enjoy this
new role precisely because it exposes his lack of agency. The Taylors believe that
Stevens is a gentleman based on his expensive car, nice suits, and fine speech. The
"something else" that marks Stevens as a "true gentleman" is the fact that he has been
told to perform as such by his employers (185).
In this scene, the Taylors treat Stevens as an object for display, much like
Farraday' s treatment of Stevens. The dinner guests refer to Stevens' s presence as a
"privilege" and suggest that "gentlemen" do not often come around, much like Steven's
own descriptions of his experience with ladies and gentleman at Darlington Hall (185).
This exhibition makes Stevens uncomfortable because it draws attention to the fact that
this way of life is no longer commonplace and to the fact that his gentleman status
depends upon his relationship with his employer. Scherzinger also indicates that the
butler's "status is predicated upon employment and lapses the moment he is placed out of
service" (4 ). Stevens finds himself out of service after he leaves Darlington Hall; he has
no duties to perform and no Lord to whom he must answer. In order to reconnect with the
myth, Stevens retreats to the "sanctuary" of his room, where he can turn inward and
ultimately reestablish his status as a butler (193).
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After a night with the Taylors, Stevens continues his journey after Dr. Richard
Carlisle, another gentleman, offers to provide him with gas. Carlisle's medical specialty
is never revealed, but the Taylors describe him as "a first-class doctor" (190). While it is
unlikely that Carlisle is a psychologist, the fact that he is a doctor grants him the authority
to examine and diagnose. Stevens attempts to avoid Carlisle, but the doctor provides him
with an opportunity to regain his position as butler, when he allows Stevens to admit his
identity as such. On the drive, Carlisle inquires if Stevens is actually a "manservant" and
Stevens admits, "I am indeed, sir, the butler of Darlington Hall" (207). This direct
question is the first instance in which anyone confronts Stevens by naming the thing with
which he so deeply identifies. Such naming, as Freud notes, would in theory allow for the
conscious recognition of the object that has been lost. However, Stevens finds comfort in
being labeled this way, and his "overwhelming feeling on hearing this was one of relief'
(207). Stevens cannot detach his ego from the lost myth, and he starts to discuss the idea
of dignity.
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CHAPTER IV
METAPHORICALLY SPEAKING
Before parting ways, Carlisle asks Stevens, "What do you think dignity's all
about?" (210). Instead, the surprised Stevens responds with his rehearsed metaphor: " It's
rather a hard thing to explain in a few words, sir ... But I suspect it comes down to not
removing one's clothes in public" (210). This scene signals the failure of Stevens's
metaphor. The doctor, although he just asked Stevens to define dignity, fails to
understand. Stevens retells the scene: '" Ah.' The doctor nodded, but looked a little
bemused" (211 ). Because Stevens relies on metaphor to explain the concept on which he
constructs his sense of self-worth, I believe we should further examine the ways in which
he uses metaphors throughout the novel. Stevens continually uses metaphors in the
process of his story telling, which allows him to avoid verbally engaging or critiquing his
position as a butler. Stevens uses metaphor as a substitute for naming his lack of agency,
mobility, and subjectivity in order to avoid connecting these negative factors with his
beloved myth.
While Freud does not directly address metaphor in his own writing, he does
discuss the idea of condensation, which psychoanalyst theorist Jacques Lacan later
expands and links with the use of metaphor. According to Freud, condensation functions
as a sort of defensive mechanism that appears in dreaming. In condensation, one object
stands in for many id_eas or memories: "As a result of condensation, one element in the
manifest dream may correspond to numerous elements in the latent dream-thoughts; but,
conversely too, one element in the dream-thoughts may be represented by several images
in the dream ("New Introductory" 25). In his work, Lacan expands Freud's idea and
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proposes that many of Freud's theories, and psychoanalysis in general, is "structured like
a language" (270). In "The Agency of the Letter in the Unconscious or Reason Since
Freud," Lacan suggests "that beyond this ' speech,' what the psychoanalytic experience
discovers in the unconscious is the whole structure oflanguage" (147). Therefore, the
psychoanalyst "must find in speech alone its instrument, its context, its material, and even
the background noise of its uncertainties" (147). He extends Freud's theory of
condensation by looking to metaphor since the two concepts are so clearly related. They
both allow for a certain picture, image, or phrase to act as a representation of the actual
object. By definition, a metaphor is "a figure of speech in which a name or descriptive
word or phrase is transferred to an object or action different from, but analogous to, that
to which it is literally applicable" (OED). The repetition of certain metaphors indicates
their importance to Stevens's narrative, but they can, just as in dreams, be read as an
attempt to avoid recognizing his current social and psychological condition. Rather than
verbalizing his situation directly, Stevens relies upon a certain set of metaphors to
complete his narrative. This repeated use of metaphorical speech signals Stevens's
melancholia, thereby allowing his libido to remain attached to the lost myth of England.
He strives to maintain a connection with the lost culture in order to protect his identity,
and any critique of that culture must be presented in a voice other than his own or
through metaphor.
Stevens first learns this strategy from his father and uses it to avoid any critical
engagement that the creation of his own story would require. His father "was fond of
repeating" one particular story that involved a butler shooting a tiger lingering in the
dining room (36). He observes his father's repetition of a particular line in the story:
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"This last phrase-'no discernable traces left of the recent occurrence by that time'-my
father would repeat with a laugh and shake his head admiringly" (36). The elder Stevens
"neither claimed to know the butler's name, nor anyone who had known him," an
admission that should call into question the validity of the story (36). However, the truth
of the story does not matter. Instead, the elder Stevens values the created image and
structures his career around that myth. Despite his father's allegiance to the tiger-butler
myth, Stevens actually dismisses it: "In any case, it is of little importance whether or not
this story is true; the significant thing is, of course, what it reveals concerning my father's
ideas" (3 7). Stevens suggests that the repeated story holds a distinct meaning for his
father: "Clearly the story meant much to him. My father's generation was not one
accustomed to discussing and analysing in the way ours is and I believe the telling and
retelling of this story was as close as my father ever came to reflecting critically on the
profession he practiced" (36). Stevens misses a crucial connection between his father's
situation and his own: neither Stevens nor his father use storytelling as a means of critical
reflection. The elder Stevens's repetition of the phrase, "no discernable traces left"
actually reflects on his position as a butler, and he leaves "no discernable traces" of his
legacy as butler (36). The lack of "discernable traces" implies that these ideals are lost
when butlers die, especially since they are the ones keeping the myth alive through their
embodiment of it (36).
Although he notices his father's lack of critical analysis, Stevens remains unaware
that he also practices this uncritical and incomplete storytelling. Stevens recalls "listening
to [my father] tell it to visitors when I was a child, and then later, when I was starting out
as a footman under his supervision" (35). Stevens, on some level, understands that
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storytelling should function as a means of critical engagement with past events; however,
this method has never been modeled for Stevens. According to Wigren, "complete
stories segment experience, link action and characters, identify affect, and make meaning,
or sense" (422). She suggests that the "tendency to complete narratives is a strong
psychosocial tendency. This can lead an audience to fill in gaps and incoherencies in a
story as it is shared" (416). Stevens's suggestion that his father's story "gives a vital clue
to his thinking" is his attempt to "fill in the gaps" (Wigren 416). Yet, rather than "hearing
implications that are not apparent to the storyteller," Stevens glosses over the gaps with
little thought to their implicit meanings. He merely suggests that his father "knew
instinctively that somewhere in this story lay the kernel of what true ' dignity' is" (42).
Stevens never actually defines precisely how his father's stories illustrate dignity, nor can
he develop his own clear definition of dignity. Instead, Stevens adopts his father's
practice of incomplete storytelling and uses metaphor to fill in the gaps in his own
narrative.
Stevens spends a great deal of time discussing the concept of dignity and
greatness as a way to avoid confronting his losses. Yet, when trying to explain the
concept of dignity, Stevens uses the words of others rather than trying to create his own
definition. He first relies on the ideas outlined by the Hayes Society, a forgotten
organization because "few talk of it these days ... but in the twenties and the early thirties,
it exerted a considerable amount of influence... " (31 ). He quotes extensively from the
Society's "criteria for membership" and it is from their publication that he takes the word
"dignity" (33). Stevens continues to use the word dignity, yet he sets it off with quotation
marks, which signals his hesitancy in adopting the word into his own vocabulary. Before
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Stevens takes ownership of the word, he must define it within the limits of his
melancholia. In others words, he must ensure that the idea of dignity will allow him to
continue believing in the myth of England, therefore, Stevens develops his definition of
the word by using metaphors. Stevens begs the reader's pardon for using figures of
speech: "If I may return to my earlier metaphor- they are like a man who will, at the
slightest provocation, tear off his suit and his shirt and run about screaming. In a word,
' dignity' is beyond such persons" (43).
Stevens eventually drops the quotation marks around dignity, which should
indicate his ownership of the term; yet he continues to use metaphors to explain the
concept. Stevens, even after pages of contemplation, still cannot articulate his concept of
dignity when asked to define it aloud by Dr. Carlisle. He simply returns to an earlier
metaphor so that the doctor could not directly object to his definition of dignity or the
sense of self-worth he has constructed around it. Although Stevens provides a short
definition in conversation, it provides crucial insight to Stevens's inability to openly
communicate with an audience and emphasizes the need for a trained "narrative listener."
The narrative listener, according to Wigren, listens to stories and makes sense of the
gaps. Freud suggests the melancholic's narrative provides a " correct description of his
psychological situation" (247). Stevens has no listener to analyze his situation and
therefore his narrative remains incomplete.
Rather than reworking phrases into his own words, Stevens avoids making any
connections-with words or people- that would ultimately complete his narrative and
allow him to realize that his ideals are merely part of a myth. To return to Wigren, the
analysand should be able to link the causal chains and understand certain events as the
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results of other events. However, the use of metaphor allows Stevens to redirect the
actual implications of these events into less threatening images that enable him to ignore
the major loss of the English myth. For example, Stevens adapts Farraday's offer to
"foot the bill for the gas" into a metaphor that allows him to overlook his limited
mobility. Stevens' s fixation and repetition on this phrase suggests his unconscious need
to understand its implications, but without a listener he fails to associate it with his own
limited resources. When Farraday mentions the trip, Stevens only thanks him and says
little; however, the offer to pay for gas enables Stevens to seriously consider taking the
trip. Without this offer, Stevens would not have been able to go anywhere, which he
makes clear through the anxious repetition of the exact phrase.
As a character, Stevens remains oblivious to his limited agency, but as a narrator,
he reveals his anxieties through his failure to articulate his connection as melancholia.
Stevens draws attention to the phrase by quoting Farraday's exact words. Such a
colloquialism sounds strange in the overtly formal narrative of Stevens and implies that
he cannot, in his own words, name his need for gas because the °fact is, he cannot afford
such a trip on his own. Stevens's inability to leave Darlington Hall returns to the idea of
imprisonment. Before he can accept Farraday' s offer, he must consider "the question of
cost" (10). Stevens notes, "For even taking into account my employer's generous offer to
'foot the bill for gas' , the cost of such a trip might still come to a surprising amount
considering such matters as accommodation, meals, and any small snacks I might partake
of on my way. There was the question of what sorts of costume were appropriate" (10).
Despite working for over thirty-five years, he depends heavily on his station as a butler to
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provide material items such as shelter, food, and clothing. When Stevens finally breaks
out of the walls of Darlington Hall, he has very little to show for his years of service.
Instead of critiquing his lack of mobility, he uses Farraday's exact words to avoid
an honest assessment of his position. In his review of the conversation with Farraday
about the trip, Stevens paraphrases until he approaches the subject of the gas, at which
point he returns to the quote: "As I had anticipated, he gave his kind permission after not
too great a delay, and furthermore, Mr Farraday was good enough to remember and
reiterate his generous offer to 'foot the bill for the gas' (19). Stevens says that Farraday

reiterates his offer, yet Farraday probably makes that exact statement only one time.
Stevens directly repeats this phrase in order to avoid naming his immobility, and more
importantly, its cause. Stevens views the trip to visit Miss Kenton as a "professional"
opportunity to regain her service, which allows him to maintain the illusion that the
service positions of butlers and housekeepers are still necessary in postwar England (13).
Therefore, the trip does not function as a means of escape, but rather as a way to continue
the myth by bringing Miss Kenton back to Darlington Hall. By making this the goal of
his trip, Stevens can avoid admitting that he has no true mobility and that he has, in fact,
lost Miss Kenton because of his dedication to duty.
Although the bill for gas has been footed, Stevens continues to experience
difficulty in finding his own footing as he moves away from Darlington Hall. Stevens
continues to use metaphor during his recollections of events that provide critical insight
about his situation. Stevens uses the metaphor of "some precious jewel" to stand for his
own limited agency (50). When Stevens begins to recall the final episodes with his father,
he describes the memories with someone else's words. Stevens assigns too many duties
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to his ailing father, which results in an embarrassing fall for the old man. Stevens and
Miss Kenton observe the old man retracing the steps on which he fell. Stevens recalls:
"To the right of our view, the lawn sloped up a gentle embankment to where the
summerhouse stood, and it was where my father's figure could be seen, pacing slowly
with an air of preoccupation indeed, as Miss Kenton puts it so well, 'as though he hoped
to find some precious jewel he had dropped there' (50). After introducing Miss Kenton' s
simile, Stevens feels the need to explain for sixteen pages why that image has remained
with him. When he finally finishes the story in which he details his father's demise in
health and abilities, he narrates the scene he witnessed with Miss Kenton:
My father could be seen standing by those four stone steps, deep in
thought. A breeze was slightly disturbing his hair. Then, as we watched,
he walked very slowly up the steps. At the top, he turned and came back
down, a little faster. Turning once more, my father became still again for
several seconds, contemplating the steps before him. Eventually he
climbed them a second time, very deliberately. This time he continued
across the grass until he had almost reached the summerhouse, then turned
and came walking slowly back his eyes never leaving the ground. (67)
Stevens clearly has no difficulty in describing the scene; his narrating skills are
impressive, and he presents a clear picture of his aging father retracing the steps that
tripped him earlier. Stevens' s _narrative fails because it does not provide a critique of
what he witnesses. Rather than expressing grief for his father or admitting his indirect
responsibility for the accident, Stevens returns to the words of Miss Kenton: "In fact, I
can describe his manner at that moment no better than the way Miss Kenton puts it in her
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letter; it was indeed ' as though he hoped to find some precious jewel he had dropped
there' (67). Stevens returns to Miss Kenton' s phrase because if he were to describe the
scene in his own words, he would ultimately have to confront his own guilt over the
situation. Instead, he projects the regret onto Miss Kenton: "no doubt, she was feeling a
certain sense of guilt as the two of us watched from our window ... " ( 67). When Miss
Kenton first brings up the memory in her letter she apologizes for fear that it might be
painful to Stevens. Yet, as earlier noted, Stevens takes the event and narrates the story as
one of triumph rather than sorrow. However, his projection of guilt onto Miss Kenton
suggests that he must attribute the guilt arising in his narrative to someone else in order to
avoid any personal claim to his own feelings.
In addition to revealing Stevens's unconscious regret over his father' s demise, this
scene functions as a metaphor for Stevens' s own lack of progress. Stevens pays
particular attention in this story to his father's loss, as he repeats that his father "hoped to
find some precious jewel" (67). The elder Stevens determines to control and master his
movements, much like his son's later proclamation to practice his bantering skills. The
elder Stevens, despite attempting to master his agility, is found literally paralyzed with an
"obstinate immobility" before he is laid in his deathbed (93). Stevens assigned his father
a restricted task list, which only further illustrates that the elder Stevens has lost his
"jewel" or the ability to perform the role of the butler. The elder Stevens lost this object
because of his age, but he still refuses to admit this loss because he identifies so deeply
with the myth of England. He reacts to his new instructions by claiming: "I only fell that
time because of those steps. They' re crooked ... Seamus should be told to put those steps
right. Certainly before those gentlemen start arriving from Europe" (66). Rather than
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accepting his loss, he directs the cause away from his overworked condition and onto the
steps. He tries to master the task that defeated him by walking back and forth, slowly and
deliberately across the same steps. The elder Stevens' believes practicing his footing on
the steps will somehow allow him to retain his position as a butler, and ultimately
maintain his identity as such.
These repeated metaphors allow the reader to understand the younger Stevens's
present situation to be a different version of his father's story. Rather than completing his
father's stories, Stevens adopts and continues to write these incomplete and uncritical
narratives. His inability to recognize his situation suggests the importance of the analyst's
role in aiding in the meaning-making process of therapy. Because Stevens lacks, or
rather blocks, any empathic listener, he can dismiss any "preoccupation" as "perhaps a
little foolish" (67). Stevens cannot separate himself from the myth of England; therefore,
he must separate himself from any critique of that myth. Wall also notes that "at those
moments when distance from a feeling or a judging self is operating, or when Stevens
feels a need to erase some part of himself, his shift from 'I' to 'one' is unfailing,
indicating a kind of dual identity or sensibility ... " (27). When Stevens begins to tell the
story, he disassociates himself from it, through the use of"one": "When one thinks about
it, when one remembers the way Miss Kenton had repeatedly spoken to me of father
during those early day of her time at Darlington Hall, it is little wonder why that memory
of that evening should have stayed with her all of these years" (66). He removes himself
from an emotional connection with these memories so that he does not come to
understand this lack of progress as his own.
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Any attempt to redirect or confront his attachment to the object causes Stevens a
great deal of anxiety and only motivates him to retreat further into his own ego in order to
reconnect with the myth. In the novel 's closing section, Stevens uses metaphor to cement
his denial and continue on in melancholia. Stevens meets with Miss Kenton, who does
not have any desire to return to Darlington Hall. Stevens postpones writing about this
meeting for two days, which indicates his inability to express his disappointment. Miss
Kenton, or more precisely, Mrs. Benn, tells Stevens "there's no turning back the clock
now" (239). Rather than analyzing the fact that so much has been lost during his attempt
to uphold the English myth, Stevens repeats her words:
I do not think I responded immediately, for it took me a moment or two to
fully digest these words of Miss Kenton .... Indeed, why should I not
admit? - at that moment my heart was breaking. Before long, I turned to
her and said: ' You are very correct, Mrs. Benn. As you say, it is too late to
turn back the clock. ' (239)
Mrs. Benn's suggestion places Stevens in the uncomfortable position of admitting that his
over-attachment to the English myth prevents him from making any emotional
connections because his libido remains attached to the lost myth of England. Stevens
thinks briefly about the implication of her words, and finally suggests that he should
admit his true feelings. Yet, Stevens chooses not to tell Mrs. Benn that his "heart was
breaking" and admit his regret ove_r losing her. Instead, he repeats her metaphor to avoid
questioning his life-long devotion to an ideal that has fallen out of belief. The
conversation with Mrs. Benn brought Stevens to the edge of self-realization; however, he
cannot break the pattern of metaphorical repetition.
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CHAPTER V
CONCLUSION
The novel's final conversation with the footman allows Stevens to fully
acknowledge the fact that the English myth has been lost, but he ultimately chooses to
reconnect with the myth above everything else. By doing so, Stevens avoids confronting
the loss of Miss Kenton. After meeting with Mrs. Benn, Stevens meets an unnamed
footman on the pier. The footman tells Stevens that he recently retired from his position
as butler at a small house. Stevens, believing he has found a comrade, asks the man "if he
had ever worked with a proper staff, perhaps before the war" (241 ). The man replies,
"Oh, in those days I was just a footman. I wouldn't have had the know-how to be a butler
in those days" (241 ). At this moment, Stevens attempts to connect with this man through
what Stevens sees as their mutual connection with the English myth. Stevens "thought it
appropriate to reveal my identity, and although I'm not sure ' Darlington Hall' meant
anything to him, my companion seemed suitably impressed" (241). Stevens "spend[s] a
little time telling him about Darlington Hall in former days" but soon "felt I had revealed
enough and so concluded by saying: 'Of course things are much different today under my
present employer. An American gentleman" ' (242). Despite opening up to the footman,
Stevens abruptly ends the conversation when he approaches the subject of Farraday
because it remind Stevens of the loss of Darlington Hall, the loss of Darlington's
reputation, and the loss of his own subjectivity.
Although Stevens believes the man to be impressed, the footman makes a
connection that Stevens cannot: he recognizes Stevens as "part of the package" (242).
With this statement, the footman completes Stevens's story by redirecting his attention
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away from the myth and to the reality of his situation. However, Stevens refuses to
engage in critical conversation and merely repeats the footman's metaphor, "laughing a
little ... as you say, part of the package" (242). Much like "foot the bill for the gas" and
"like some precious jewel," the footman's phrase means something to Stevens, but he
refuses to connect it with his own situation (4, 50). The phrase clearly defines Stevens's
position as butler as a commodity that can be purchased. Repeating this metaphor moves
Stevens to tears, and for the first time, Stevens repeats an open critique of his situation.
The footman's metaphor produces the emotional response that Stevens dreads, and this
brief recognition allows Stevens the opportunity to recognize the myth as dead and
perhaps overcome his melancholia. Yet, Stevens uses his narrating skills to repackage the
man's episode in order to protect the myth of England.
The footman suggests that "the evening is the best part of the day" and Stevens
take from this, " I should adopt a more positive outlook and try to make the best of what
remains of my day" (244 ). Even the title phrase functions as a metaphor, implying both
the time remaining in the day and the remains, or corpse, of the.days of prewar England.
Freud also acknowledges the remains of the day in Introductory Lectures. He suggests
that the "day's residues" are the traces of memory left by the events experienced in one's
waking state (212). The day's residues serve as the raw material that is reworked into
dreams in order to serve the desires of the dreamer. Stevens, if only for a moment,
awakens to the idea that the myth and his identity are false constructions. However,
Stevens's declaration to make the most of the remains of his day by returning to
Darlington Hall , suggests that he will rework this as a metaphor to serve his desire to
preserve the myth of England.
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Even in the final scene, Stevens avoids naming England as the lost object. He
rededicates himself to his service and decides to commit himself to perfecting his
bantering: "I will begin practicing with renewed effort. I should hope, then, that by the
time of employer's return, I shall be in a position to pleasantly surprise him" (245). He
views bantering, which should be a light-hearted and open form of communication, as
"an entirely new sort of duty" (17). His first attempt at banter fails since he overthinks
the situation in a desperate attempt to please his master, and the novel ends with Stevens's
claims that he will return to Darlington to surprise his master after "practicing with
renewed effort" the act of bantering (245). The fact that Stevens still feels the need to
rehearse an act that should be improvised- like bantering or narrating-suggests that his
narrative will remain incomplete, even though it comes to an end.
Without an analyst to listen to his narrative with critical awareness, Stevens
cannot organize his narrative in a way that allows him to make casual connections.
Throughout the novel, and especially the final scene, Stevens experiences moments that
challenge his libidinal attachment to English traditions. If Stevens were to acknowledge,
and even further, accept the loss of myth, he would also have to admit his own
devaluation. Instead, Stevens internalizes the lost object of English myth, and uses his
narrative to preserve that story and his ideal. Rather than functioning as a complete
narrative that provides a moment ofrevelation, Stevens's narrative becomes a specimen
that the reader must analyze and study:
The final lines of the novel circle back to the opening lines: " It seems increasingly
likely that I really will undertake the expedition that has been preoccupying my
imagination now for some days. An expedition, I should say, which I will undertake
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alone ... " (3). Stevens's expedition at the novel's end takes him back to Darlington Hall,
where he alone will undertake the task preserving the remains of the day. Stevens can
avoid confronting loss by refusing to acknowledge that it is has occurred. His return to
Darlington Hall suggests that he will continue to serve without question and maintain his
connection with lost myth. Through melancholia, Stevens is able to maintain an
attachment with the myth. He identifies so deeply with the myth that he cannot detach
himself from the object, despite numerous positions to break the connection. Instead, he
uses metaphors throughout his narrative to avoid any realization of loss. Stevens fails to
understand this myth as being lost, and he chooses to support the English myth even at
the expense of his own subjectivity. The tragedy of the novel, and the brilliance of
Ishiguro ' s writing, is that Stevens, despite a book-length narrative, never truly
understands that he is "one ... at a loss" because of the very ideas in which he so deeply
believes (Ishiguro 44).
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